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INTRODUCTION 


Steve Vai is one of the most compelling, enigmatic, and musically irrepressible 
beings on the planet. A true guitar hero, Vai has become synonymous with the pioneering 
of unearthly sounds and futurism on the instrument and the advancement of guitar play- 
ing techniques and concepts in the last decades of the twentieth century. His contributions 
to contemporary guitar lore are now legendary and inescapable, and his every release 
continues to push the envelope further. 

Though Steve Vai came to prominence during the “shred era" of the mid 1980s, 
cognoscenti among music lovers, fans, and players had been aware of his presence for 
years prior to his large-scale public emergence. Vai was born on June 6, 1960, and raised 
in Long Island, New York. Always interested in music, he initially toyed with a tiny spinet 
organ to pick out melodies and trained his ear instinctively. Later, like many “good Italian 
kids,” he took accordion lessons and began to play with other musicians. Inspired by Led 
Zeppelin (particularly Jimmy Page's “Heartbreaker” solo), Vai was finally drawn to the gui- 
tar in his early teens and quickly made it his instrument. He began studying with Joe 
Satriani in 1973 and progressed rapidly, in the process assembling a wide array of influ- 
ences and establishing the beginnings of a prodigious technical facility. 

Vai attended the famed Berklee School of Music in his later teens. There, he honed 
his music theory, composition, and transcription skills, in addition to improving his guitar 
playing abilities. He ultimately attracted the attention of Frank Zappa in 1978 with а Scary 
transcription of “The Black Page" and a demo tape of his playing with fusion band Morning 
Thunder. Based on this introduction, Zappa hired Vai as both a transcriptionist and a gui- 
tarist—largely to play “impossible guitar parts.” His work with Zappa on such noteworthy 
albums as Tinsel Town Rebellion, You Are What You Is, Shut Up п Play Yer Guitar, Ship 
Arriving Too Late to Save a Drowning Witch, The Man from Utopia, and Them or Us afford- 
ed the musical community its first view of Vai's Strat abuse and began his impressive body 
of recorded works. Vai's reputation was solidified with his 1984 self-recorded solo releas- 
es, Flex-Able and Flex-Able Leftovers, which married state-of-the-art guitar pyrotechnics 
with Zappa-esque humor. At this time, he was also a featured columnist with Guitar Player 
magazine and regularly provided complex and frighteningly accurate transcriptions in his 
Solo Flight features. 

In 1985, Vai replaced Yngwie Malmsteen in Alcatrazz, setting in place a corner- 
stone of his legacy and fashioning his flamboyant "guitar-slinger" persona. He subse- 
quently upped the ante with his playing on Public Image Ltd's Album, L. Shankars The 
Epidemics, and an onscreen appearance as Satan’s guitarist in the movie Crossroads. In 
1986, Vai joined David Lee Roth's supergroup and was internationally touted in the media 
as the first legitimate contender to the Van Halen throne of guitar histrionics. The band's 
record Eat 'Em and Smile silenced any hype, fulfilling that promise and establishing Vai as 
a major force in the rock genre. He increased his standing among rock and pop music fans 
globally when he joined vocalist and mega-frontman David Coverdale for an auspicious 
Whitesnake sequel record and world tour a couple years later. 

By the time the eighties had come to a close, Steve Vai was a bonafide living gui- 
tar legend. Never content to rest on his considerable laurels or to adhere to a standard 
M.O., Steve released his magnificent instrumental opus Passion and Warfare in 1990. This 
album precipitated an ambitious series of recordings for the new decade—must-haves 
among all Vai fanatics, make that guitar fanatics. Sex and Religion (1993), Alien Love 
Secrets (1995), and Fire Garden (1996) followed and ensured Vai’s preeminence in the 
modern guitar pantheon. 


ТНЕ МАКЕО УАМР5 


The accompanying audio tracks, or “пакед vamps" as Steve so depictively calls 
them, were mixed and produced by Vai himself. A true musical gift from Steve to the rest 
of us guitarists, they are customized loops and modified arrangements derived from the 
original album tracks and prepared specifically for this Signature Licks edition. The 
music's authenticity and Steve's purposeful reconstruction make for a most valuable 
learning tool and playing environment. Short of knocking down his studio doors, this is the 
closest you can get to visiting the Mothership itself and jamming along with Vai's person- 
al tapes. You are cordially invited to grab your axe and step into the tracks, which have 
been remixed withoutthe primary guitar part, to try your hand at negotiating the twists and 
turns of his challenging and absorbing music. A truly re-Vai-tilizing experience. Enjoy. 


— Wolf Marshall 


BAD HORSIE 9 


Written by Steve Vai 


This is a gut-wrenching, gag-reflexing groove. The basic tuning is Drop D (low to 
high: D-A-D—-G-B-E), but then the entire guitar is tuned down one whole step. You don't 
need to tune down to jam on this tune, but it helps to wear a heavy, industrial-strength pair 
of underwear. One of the coolest things about this vamp is that when the bass is pound- 
ing out the low D and nothing else, it allows you to set up some different tonalities. You can 
basically play any scale in the key of D, and it technically works because there are no other 
notes in the vamp to dictate a definite tonality. Anything goes. 

When the “зесопа-п!” section comes іп, a blues-rock tonality is implied. This is 
where blues and pentatonics will work best.—Vai 


D Dorian (D-E-F-G-A-B-C) 


NOTE: To play along with the CD, tune your sixth string to D, then tune your entire guitar down one whole step. 


Fig. 1—Main Riff (0:00) 


Steve’s naked vamp begins with a long intro section that features his heavy 
pounding riff (heard in the original track after the free-time intro). The guitar part makes 
good use of the lowest open strings—the notes D, A, and D (a D5 power chord)—and 
muted strings as texture. A slide is used throughout to slur power chords on the low three 
strings during the riff. 
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Fig. 2—Theme (0:00) 


Steve's theme melody also sounds in D and can be played over the intro vamp. It 
is blues-based and incorporates the major sixth (B) from the Dorian mode prominently. 
This section is filled with numerous signature Vai-isms, including harmonics, whammy-bar 
manipulations, and the classic off-the-neck string bend in the final measure. The entire 
phrase is played with the wah-wah pedal. 
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* Pull down on string during bend, forcing it over the edge of the fret- 
board, and apply heavy vibrato causing string to rapidly "fret out." 


Fig. 3—Second Riff (1:13) 


At 1:13 in the naked vamp, Steve plays the groove for a secondary theme. This is 
a charging blues-rock progression set in a double-time feel, made of power chords on the 
lowest strings and originally heard after the tune's main riff. The chords are G5, A»5, D5, 
Е5, and F5 root-fifth-octave voicings based on the D blues scale, and are again slurred 
with a slide. This groove signals the beginning of a solo vamp played as a loop. The sus- 
tained Fmaj7sus2 functions as a turnaround in the vamp to mark new repetitions of 
the loop. 
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Fig. 4—Solo (0:00) 


Here's Steve's recorded solo. Note that he uses the wah throughout to color his 
lines. Blues-based sounds are found in the first four measures—these are decorated with 
whammy-bar embellishments and pinch harmonics and are predominately situated in the 
blues-oriented shapes at the 10th and 13th positions. In measures 5 and 6 (over the dou- 
ble-time feel), Steve plays virtuosic rock lines that mix major, minor, and blues sounds. 
Note the presence of both Е? and Е in these lines as well as A> from the blues scale. 
Check out the cool wide interval jump (perfect fourth) in measure 6 (the "and" of beat 3), 
which adds considerable spice to the melody. Measure 7 is also filled with intervallic leaps 
and unusual melodic contours. The section closes with a characteristic phrase in measure 
8 containing whammy-bar dived harmonics alternated with fretted notes. 

Measures 9—12 are the solo's climax—a tour de force of rapid trilled notes and 
tapped lines. This is the melodic equivalent of Mr. Toad's Wild Ride; a white-knuckle 
episode that careens in and out of the basic tonality with the ease and grace of a veteran 
race car driver. Steve implies a variety of sounds including diminished arpeggios, straight 
blues licks, diatonic lines, and abstract chromatic melodies (as in measure 11). 
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JUICE Ф 


Written by Steve Ма! 


This track has a rock-boogie/swing feel. Triplets, and divisions thereof, groove best 
here. The whole first part is a vamp played over the first sixteen bars of the solo section, 
which is in A Mixolydian. Then the song plays from the top in its entirety. When the funny 
little voice comes in and says, “Shut up, we know you can play!”, this indicates the begin- 
ning of the tune without the solo guitar and signifies the end of the solo vamp. This is a 
great vamp on which to practice swing rhythm guitar and boogie feels.—Vai 


A Mixolydian (A-B-C:-D-E-F:-G) 


5 7 


Fig. 1—Solo (0:11) 


After a quick ten-bar intro, Steve's naked vamp launches straight into a solo sec- 
tion, so let's look at some key phrases from his original *Juice" solo. This excerpt features 
lines that are predominately in the A Mixolydian mode. Note the bluesy deviations, which 
make use of the D* or E» (augmented fourth/flatted fifth) in measures 4 and 6, and the C 
(minor third) in 6, 8, 14, and 15. Measures 9—15 exemplify Steve's bi-dextral tap-on tech- 
nique. This is a tricky passage requiring wide finger stretches and quick, complicated posi- 
tion changes across the neck and laterally up and down the fretboard. Work it out slowly, 
bar by bar, and note the repetition of common melodic patterns in the phrase. 
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* Key signature denotes A Mixolydian. 
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Fig. 2—Transition (6:03) 


The close of the solo vamp moves through the implied transitional progression of 
Fém-C*m-B-E-Ffm-A-G-Ffm. These chords are indigenous to the A Mixolydian mode 
yet connote a relative minor tonality. Steve crafts his lines here to reflect these changes 
and strategically adds a G* note in measures 5-7 to reinforce the minor tonal center. 
Thinking structurally, he closes with a climactic legato flurry in measures 15-16. This is 
comprised of diatonic lines in the Е? Aeolian mode (F*-G*—A- В-С?-Б-Е). 
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Fig. 3—Intro (6:26) 


After the transition, Steve plays the entire song form from the beginning. The ten- 
bar intro establishes the basic boogie groove and foreshadows the song's theme riff. Note 
the use of harmonics and whammy-bar bending and diving in the section. 
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Fig. 4—Theme Riff (6:38) 


Steve's "Juice" theme riff is based on a loping, bass-register figure using a pull- 
off-to-open-string pattern as a recurring motif. He adds mid-register fills made of double 
stops and triads throughout the phrases. 
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Fig. 5--Тгапз оп (7:00) 


In this transition, Steve plays off a strong blues-rock cadence figure of G-D—A. Не 
uses hard-rocking open power chords and slick upper-register chord fills in this section. 
The intervallic lick in measures 7—10 is a Vai trademark that alternates between fretted 
notes and open strings. The rising sixths in measures 11—13 over E, the dominant, are a 
blues, country, and rock ’n’ roll guitar staple. 
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Fig. 6—Solo (8:00) 


After a repeat of the theme and transition, in [D] and [E], Steve's colorful solo 
begins in F* minor. He starts simply but forcefully with double stops in 1—7. Chord-based 
ideas are pursued in 10—24. Highlights include the arpeggio sequences of 11—12 and 
15—19. At 25, Steve switches gears to a more scalar approach. Note the use of blues licks 
in A Mixolydian in 25—28. Here his lines include pull-offs and pinch harmonics, which 
allude to the intro and theme melody. Chordal textures and outlines are recalled in 29—30. 
Measures 32-33 contain an expanding intervallic melody that hops from the second to 
the fourth to the first to the fifth and finally first strings in a wild zig-zagging passage. 
Notice the conclusion of this phrase in octave dyads in 34 and 35. Vai's tap-on passage 
іп 36-38 is the climax of this solo section of the tune, which contains juggled diatonic lines 
interspersed with higher tapped notes and a tapped trill. 

The remainder of Steve's naked vamp completes the original song form. 
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DIE TO LIVE 9 


Written by Steve Vai 

This vamp will seduce you into a trance-like state of euphoria. | promise. It starts 
with the ethereal chord changes from the solo. Each chord change indicates a different 
scale to use. Here they are: 


F/B> = Е lonian (F-G-A-B;-C-D—E) 


0000 © 


Am(add9) = A Aeolian (А-В-С-0-Е-Е-С) 


990900 
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C:7»5 = С: altered dominant (С:-0-Е-Е-С-А-В) 
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The track then vamps on D/E to E. This is the E Mixolydian tonality. These changes occur 
twelve times, and then the vamp repeats from the top. 

It may take some practice to figure out how to play over all the changes, but this 
is what can give your chops tasty spice.—Vai 


Fig. 1—Solo (0:03) 


Steve's solo in the original track begins over those previously mentioned ethereal 
changes: F/Bb—Am(add9)—E>/A>—Gm(add9)—C#7>5—C/D—D?+7. This progression yields а 
series of chords that are harmonically unrelated but compelling. Vai treats each chord as 
a distinct entity. In measures 1-2, he is in Е lonian, and his melody is built on stacked fifth 
intervals, essentially the wide-interval arpeggio of a B»6/9 chord (B»—F—C-G, etc.). This is 
a typically sophisticated modern melodic approach often found in Steve's playing. 

Over Am(add9) іп 3-4, Steve plays a contrasting, simpler scalar melody іп A 
Aeolian. In measures 5-6 against E»/A», we find another intervallic melody; it incorporates 
wide skips, predominantly sixths and sevenths, within its otherwise diatonic framework. In 
this way, Steve expands the character of the melody without altering its basic tonality. The 
line is seamlessly resolved to G minor in the next phrase. Note the flat fifth (D>) from the 
blues scale in this section in measure 8. 


Steve plays a spicy dissonant melody over C*7»5 in measures 9-10. Notice that 
all the notes in the passage occur in the C* altered dominant scale. The F in the line is 
heard as E#, the major third of C#7. The tones G (flat fifth) and D (flat ninth) in the phrase 
emphasize its altered scale tendencies and contribute to the colorful and exotic sound. 

By contrast, the phrase in 11—12 is based on diatonic scale motives in C major— 
lonian or Lydian; your choice, since Steve never plays the fourth. Notice the open strings 
deliberately included in the melody motives and the abundant legato phrasing. The line in 
measures 13—14 again finds Vai stretching the tonality. The use of the D* augmented 
arpeggio (G—B-D*) and the A (flat fifth) imply the use of the whole tone scale. However, 
the prominent F# in the melody is the raised ninth of the basic chord. Steve seems to be 
thinking, like many fusion and jazz players, of the E melodic minor scale (ascending form: 
Е-Ғ%-С-А-В-С%-О2) and its specific stylistic use over a dominant chord a half step 
lower—in this case, E melodic minor against a D*7 chord. 
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Fig. 2—Solo, cont'd (0:29) 


Steve elongates the normal D/E-to-E progression of “Die To Live" in his naked 
vamp. In the original recorded solo, this four-measure progression was played only twice; 
in the naked vamp, it's played twelve times. Notice that his lines are based on the E 
Mixolydian mode but convey a strong blues-rock feel. Vai trademarks in this section 
include bent pinch harmonics and a crab-like sequence of open harmonics in measure 7. 


23 


D/E E 
He ИЗ a 7س‎ RIES -- -ص‎ -  -  يی,یَپپ‎ ek я Р.Н. Р.Н. 
a B SP loco (15ma) (15ma) 
tr.1 mmc B UH B B B B 
Mu EH eS es А 
1 - - = 
Кер = > < 
== ЕЕЕ ЕЕЕ = 
3 3 > 
switch to bridge pick-up 
P.H. P.H. 
1 ۳ 
- sas 2 b 1⁄2 2 1/2 1/2 
: 614 Y E ay Saas k 
por me ES نب‎ АНЯ о ب۴۷۳۳‎ р и ERR 
A В رج ہے ہد سی سرد‎ ве ae) ааа ] 
= ; РЕ 


THE BOY FROM SEATTLE Ф 


Written by Steve Vai 


This vamp was created from the naked solo section of the song. When improvis- 
ing over a set of chord changes that do not have a specific tonality, you can throw in ten- 
sion notes that dictate different tonal centers. For example, this vamp consists of a bass 
line that goes from a D note to an E note. Because there are no Fs, Gs, As, Bs, or Cs, 
you can experiment with scales that alter these notes either sharp or flat. Experiment with 
scales and chords that do not necessarily fall into a diatonic scheme. You can start with E 
Mixolydian. —Vai 


E Mixolydian (E-F:£—G*—A-B-C:-D) 


с: 


20 00 


СЕО 


“990956 


3 5 
NOTE: To play along with the CD, tune your guitar down one whole step. 


Fig. 1—Solo (0:01) 


After a quick drum fill, Steve begins his naked vamp with a solo section based on 
the original solo to “The Boy from Seattle" To give you some ideas on how to improvise 
over this D-to-E progression, we'll look here at his complete original solo; however, keep in 
mind that the vamp is actually a sixteen-bar loop (D-E-D-E), whereas the original solo occa- 
sionally extends this form by prolonging the E chord for four more measures (D-E-D-E-E). 
This may throw you off if you try to play the solo note-for-note against this first section. (But 
you can play it note-for-note when the solo returns at 7:02 in the vamp.) 

Steve begins his original solo with melodies in the E Mixolydian mode in measures 
1-14. At 15, he switches to E minor pentatonic and blues for a nice, gutsy contrast. 
Measures 29—37 are distinguished by aggressive blues-rock phrases based on triads and 
double stops. Measures 39—40 contain signature Vai whammy bar effects: a pinch har- 
monic bent and dived with the bar and slackened string blubber as a musical event. 
Measures 45—50 yield another trademark Vai-ism: these phrases feature longer ascending 
lines played entirely legato with half-step whammy-bar dips used to articulate the melody. 
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w/ bar 


Fig. 2—Intro and Theme (4:30) 


Steve's naked vamp also includes the form of the tune. The intro [A] is based on 
an E7 chord in third inversion (seventh in the bass), E/D, which sets the stage for the E 
Mixolydian tonality of the music. 

The theme [B] is played in measures 3-10. This attractive chord figure is com- 
posed of triads and dyads and has a distinct Hendrix-inspired R&B stamp. Most of the gui- 
tar activity and formations are built around a barred E chord at the ninth position. 
Hammer-ons and slurs are used to decorate the riff. 

The [C] and [D] sections are filled with colorful voicings and textures. Here Steve 
adopts a rhythm/lead approach in which ringing open strings, single-note lines, dyad fills, 
and lush open-chord voicings like F#m11 and G6/9 are freely combined. The Dmaj7/E in 
measure 18 is a sophisticated, impressionistic harmony transplanted into Vai's funky set- 
ting. He mixes open harmonics with fretted notes for good effect in measures 24-25. 
Octaves crop up throughout the section with notable examples in 19—20. 
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Fig. 3—Bridge (6:19) 


Following a repeat of the theme (sections [E], [F], and [G]), section [H] comes in, 
reiterating pieces of the main theme and introducing a new riff in measures 15—28. This 
material is conceptually related to the figures found in the head (see measures 8 and 9) 
and exploits the tune’s central pull-off motif—with similar palm muting, dyads, and triads. 
The final chord is one of those great chiming guitar voicings that make the music special. 
Steve harnesses its sonorous attributes to close the section in 29. Note the unique mod- 
ernistic quality and harmonic ambiguity of its stacked perfect fourth and unison intervals 
as well as the combination of fretted and open strings. 

Sheer physical space does not allow us to delve deeply into the finer aspects of 
Steve's chord work in “The Boy from Seattle” Suffice it to say that you should check it out 
thoroughly—bar by bar—for an engrossing and rewarding study in chord construction and 
selection. 

The remainder of Steve's naked vamp completes the original song form, including 
his solo. 
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YA-YO GAKK 9 


Written by Steve Vai 


On this track, | used a seven-string guitar with an extra low string tuned down 
to B. The E-string on the bass guitar was also tuned down to low B. This is a good 
one to wail on. You can alternate between different tonalities, but B blues is the basic 
center.—Vai 


B blues (В-О-Е-Е-Е!-А) 


Fig. 1—Intro (0:00) 


Steve's naked vamp is built on various sections of “Ya-Yo Gakk.” The first part of 
the vamp is actually the intro [A] to the original tune, which is played just once before the 
verse kicks in. This contains a chunky, hard rock riff made of low-register power chords 
(B5) with accented higher-register chord jabs. The low open B of the seven-string in the 
riff extends the basic A voicing, giving it a polychordal A/B sound. 

Fig. 1 
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Fig. 2—Verse (0:08) 


After the intro, the body of the vamp begins with this excerpt from the verse [B] 
section, which is played twice through before proceeding to the next section. This verse 
expands on the A/B tonality of the intro and includes several Vai trademarks, including 
exaggerated slurs and pinch harmonics. 
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Fig. 3—Solo (0:52) 


The second part of the main vamp uses the song's solo [D] and [E] as its form. 
The tonality for the first half is Fë minor. At this point in the original track, Steve stuck to 
the Fš Dorian mode (F#-G?-A—B—C#—D#—E) and pursued blues-rock ideas as in measures 
1-8. At measure 10, Steve goes off into the Vai zone. Here we are treated to a potpourri 
of his signature techniques including tapped bends, quirky rock licks with interpolated 
open strings, and numerous whammy bar bends, dives, and vibrato. As an alternate tonal- 
ity, Vai implies E Mixolydian in the section's closing measures. 

After this solo section, the vamp returns to the verse and repeats. 
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Fig. 4—Outro (10:17) 


The final time through the solo, Steve ends the naked vamp with his patented 
whammy-bar blubber. 


35 


KILL THE GUY WITH THE 
BALL/THE GOD EATERS © 


Written by Steve Vai 


This one lets you blow off some Phrygian steam. Mmm... feels good. On this track, 
your guitar should be tuned down a whole step. Play in the position of E, as if in the key 
of E, and use the E Phrygian dominant scale. Although the bass pattern allows you to 
move the tonality, the Phrygian dominant scale is the one that speaks best. Remember to 
practice rhythm on this one, too—or I'll hunt you down.—Vai 


E Phrygian dominant (E-F-G:—A-B-C-D) 


< 
«2 ЕЖЕ КА) 


3 5 7 9 12 
NOTE: To play along with the CD, tune your guitar down one whole step. 


Fig. 1—Intro (0:00) 


Steve's bizarre intro, what he calls the "Venusian vocal.” is played with random 
bends, slurs, and crazed whammy bar effects. A study in Vai processing wizardry, he 
passed the guitar sound through a Digitech whammy pedal and further exploited an 
Eventide H4000 Ultra Harmonizer with massive EQ boosting. His opening statement is 
heard over an aggressive drum groove in triplets. 
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Fig. 2—Theme (0:32) 


Following the intro, Steve's naked vamp utilizes the [B] and [C] sections of the 
tune. These are played predominately in parallel octaves, Wes Montgomery style. Vai 
mutes the middle string of the octave shape and sounds only the notes on the third and 
fifth strings. The octave melody begun in [B] is based on the E Phrygian dominant scale 
(E-F-G*—A-B-C-D). Note the use of occasional open strings added to the octaves as in 
measures 3, 4, 10, 19, 20, and 22. In the [C] section, Steve flirts with chromaticism. He 
adds А:, С} (D>), and Dš tones to the tonal scheme. 


Fig. 2 
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Fig. 3—Bridge (0:00) 


One of the most interesting rhythm figures of the album is found in the [E] section 
of “Kill the Guy” Though not actually a part of the naked vamp, it is offered here in order 
to satisfy Steve's insistence that you practice rhythm on this one... or else. | wouldn't want 
him to hunt you down. The figure is based on triads and single-note bass lines. Note the 
use of contrary motion in the part. The bass lines consistently descend chromatically 
while the triads and dyads ascend chromatically as in measures 1—2, 9—15, and 20—26. 
This motion sets up an active and unresolved feeling in the harmony and provides an 
effective contrast to the essential static modality of the tune. In 28—40, Steve alludes to 
the Phrygian mode with the half-step chord progression of Bm7/E-Cm7/F-Bm7/E. This 
distinctive sequence dominates the final measures of the section. 
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TENDER SURRENDER Ф 


Written by Steve Vai 


A mellifluent solo vamp. This track invites you to experiment with dynamics and 
sensitivity, qualities that make the guitar such a unique instrument. Try to play as tenderly 
as possible and listen to your inner ears. The vamp is constructed around the original form 
of the song, except that each section is repeated before it moves to the next. As an exam- 
ple, the original track goes through the [A] section once before proceeding to the [B] sec- 
tion. In the naked vamp, the [A] section is played four times before proceeding to the [B] 
section, and so on. Although the bulk of the tune is in E minor, the [B] section goes through 
some changes that allow you to venture out of the key. Here are some of the basic scales 
and chords that are not diatonic to E Aeolian.—Nwai 
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Fig. 1—Intro and Theme (0:00) 


The first vamp structure follows the Am7—D—Em7 changes, a typical modal chord 
progression in E minor and central to the tune. This is played four times in the naked 
vamp. In the original intro (the [A] section), Steve plays exquisite phrases based on the E 
Aeolian mode (E-F*-G—-A-B-C-D), articulated with the fingers and delivered with a clean 
tone. Note the use of octaves, double stops, hammered triads, and single-note fills. 
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Fig. 2—Bridge (1:57) 


Another part of the vamp is based on the song's [B] section. Here, the changes 
move away from the E minor tonal center and set up an intriguing bridge in the tune. The 
Dm13—G11—Cmaj7 sequence, a ii-V-l progression in measures 6-8, is in the closely 
related key of C major. The ensuing F9*11 in measure 9, however, is more remote and dis- 
sonant. Steve's line suggests the jazz-oriented device of using C melodic minor (ascend- 
ing form: C-D—E»—F-G-A-B) as the melodic source, a concept he might have picked up 
at Berklee back in his early years of training. He returns to E minor in measures 10—12 
by way of another ii-V-l progression, FÉm7—-B7sus4-Em7. Here, the С? in the melody 
denotes the E Dorian mode (E-F*-G-A-B-C*-D). 

This structure (meas. 1—12) is played twice in the naked vamp. 
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Fig. 3—Theme Variation and Interlude (3:26) 


The [A] section changes return in [C] and provide our first thematic variation. 
Steve's lines are again based on E Aeolian and contain the passing note G* and the flat 
fifth Bb. 

These measures are played three times in the naked vamp before moving on. 
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These next six measures are played just once in the vamp. Oblique string bends 
and double-stop bends are found in 5—6. The aggressive rhythm interlude in 7—9 sets the 
stage for the guitar solo. Note the use of triads—D, Em, A, and G—over a low Е pedal 
point in this section. 

Steve's entrance into the solo in measure 10 is a dramatic phrase made from a 
single note gradually bent from A to B. It is picked while gradually bent and played with 
a soulful stuttering rhythm. Here, he increases the volume and opts for a sustaining dis- 
torted tone. 
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Fig. 4—Solo (4:38) 


There are numerous noteworthy points in Steve's solo [D]. The basic scale choice 
is the E Aeolian mode (E-F*-G—A-B-C-D). From this, Vai crafts gutsy pentatonic-orient- 
ed blues-rock melody in his opening lines in measures 1—3. Note the predominant use of 
added tones: the Fš (ninth) and B» (flat fifth). He plays more diatonically in measures 5-8; 
notice the florid, hammered Am7 in measure 5. 
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Fig. 5—Bridge Solo (5:36) 


Steve's solo continues over the bridge changes. Points of interest include the lega- 
to runs in measure 1 and the climactic ascending sweep arpeggio sequence in 3 and 4. 
The latter phrase progresses from more or less conventional (tonal) sounds like Em7, 
F#m7, and Bm7 to extended and dissonant relationships such as Dš major, С#т7, Dm7, 
and D#m7. Also notable is the attractive pedal-point lick in measure 2—basically 7 
arpeggio over the backing D tonality. Here, C is the pedal tone and is alternated with chord 
tones A, E, C, С, resulting in a modern D11 sound. 

In the [B] section, measures 5-12, Steve plays over the changes skillfully. His 
melodies in 5—7 are diatonic and emphasize color tones like the ninth of D minor (E), the 
ninth of G11 (A), and the major seventh of C (B). In measure 6, Steve adds the wah-wah 
pedal. At 8, over the F9#11, he plays lines that connote the C melodic minor scale 
(ascending form: С-О-Е-Е-С-А-В). This is a standard tactic in jazz and fusion music, 
but is quite unusual in rock and typically Vai. He adds trademark tap-ons in this lick as well 
as in measure 11. Measure 10 contains a familiar Vai-ism in the form of a pedal-point 
melody alternating fretted notes on the B-string with the open second string. It is played 
entirely legato with left-hand hammer-ons and pull-offs. 


Fig. 5 
СА7 р 
fan. еи ннн ------- 
B 
Gtr. 1 ж. Nr. zÈ > H 
> 5 SH x ات ور کی‎ AAAAA 5 
= T == = 
ПЕЕ 2 Е = 
\ с کے‎ 
switch to 7 وج رج‎ ы. 
s neck pick-up HP P WD osi H № 
659999 8 SH S: 000 ж- AA Y LM ۸۸ھ‎ 


* Slightly ahead of the beat. 
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w/ wah-wah 
w/ bar 


ful w/ bar 


B7sus4 ва 


10 


РН P JH P HP OH H ЫР РН P.H РН P РН P 
8 


aa 
-2 1⁄2 -5 ۷ > P Р F 

-і‏ ہی $8 ے ee‏ تع تہ 
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Em7 N.C 
Р. 
ВИЕ eA ¬ РН 910 امام ےو بے سج ےس مہ تسم‎ 
و‎ рое H P B 
B B A "ass E H PS B 
11 P H. P Р осо P H — 
CLE د د‎ eee сс == 
لوا‎ 


switch to li ib 
bridge pick-up P.H. 855. w/ bar 2 
full full 
2% 

2 


1/2 p PH. HP 


* note frets out 
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Measures 13-15 contain an elaboration of the legato phrasing in a rapidly-trilled 
sequence that moves in diatonic patterns across the strings and horizontally on the fret- 
board. 


pH P oH РН Р-Н P H PSH PH P H. PHP H POIL P HOP Fu OB. Pe Ho PO HOS #5 


19—15—17—15—19—15—17—15—19—15—17—15:-12—15—12—15—12—14—12—15—12—17—12—15—12—14—12—15 12 17—12 16-12-14 


5 НРНРНРНРНРНРНРЕРНРНР $ НР H PH P 
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A-1738 ET ит RETRO ET E И 
| 
| 


— E e m RE 
-10-12-10-1410-12-1014-10-12-10-14-10-1210—14101219—14—10^7—10—7 7—19—7—18—7—71 


whammy bar frenzy 
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H P H $ 5 S S 212 
——— 
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For contrast, Steve plays a driving but sparser phrase of bent double stops in 
17—18. Measures 19—22 flaunt some dazzling pyrotechnics. He begins with rapid ostina- 
to figures in E minor. Note the use of the F# (ninth) in these motifs. These are followed by 
high-velocity, pentatonic-based blues licks in 20. The climax includes a soaring sequen- 
tial episode in 21—22, which moves through an ascending series of diatonic arpeggios in 
E minor and culminates with a decisive high E bend. Whew! 


Am7 D 
unde rl c a a a UM M Resa ВЕ В Е ea Ae T تت9‎ 
B B B 
wo od 242 2% e 
z LE тыш! سے‎ те 
: | | 
switch to 
neck pick-up 4 
full 1/4 11/4 11A w/ bar 112 11⁄4 full full full grad. bend full 
2 Ка Зи dem — 2 ec dip ss 
20 و2‎ 20 в - T | (20) — 4 = 2 ڪڪ‎ 
20 چھ‎ 20— 21—. 22— — 22— 
— 


steady gliss. fingerstyle string b F тр "p 
noise wah off w/ clean tone 
S S $ 5 5 
-<---- 


8# شس‎ 
7 ----. 
P» MT = 9- —9— 7-5 


+ Decrescendo ма volume control 
on guitar between octaves. 
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Fig. 6—Outro (8:15) 
As an outro to his naked vamp, Steve excerpts his original outro [E], cycling three 


times through measures 1—4 before coming to rest on a D chord and then dissolving into 
free-time improvisation. 
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š we — The AAA 5 ^^^ EJ зы ЖЕ ia А B TA 
= — کور ہس‎ — 
Ss rft ICE tere pret 
Sf mf 
NOR ал IL uA да s аласа SS ہہ‎ &м/ Баг 
«^^^ AMA AAA 5 ^A 212 


* shake and dive 
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Notation Legend 


BEND: Strike note and bend BEND AND RELEASE: Strike GRADUAL BEND: Bendup — PREBEND: Bend the note PREBEND AND RELEASE: Bend 
upwards. Numbers over TAB and bend upwards, then release the to the specified pitches while upwards, then strike it. the note upwards, then strike it and 
indicate the degree of pitch shift bend back to the original note. Only striking notes in the rhythm release the bend to the original note. 
by a bend in terms of fret position. the first note is struck. indicated. 


B B) B 


ыб die ти‏ کے ےک کے کے 


grad.bend full 
ua u2 full 1/2 full 


1/2 full 1/2 full 


VIBRATO: The string is vibrated by WIDE OR EXAGGERATED VIBRATO BAR: The pitch of the note or chord is MUFFLED STRINGS: A 
rapidly bending and releasing the note VIBRATO: The pitch is varied dropped or raised using the vibrato bar. percussive sound is made by 
with the left hand or vibrato bar. to a greater degree by vibrating laying the left hand across the 
W/ bar means “with bar." with the left hand or vibrato bar. strings without depressing them. 


=== ==” 


SLIDE: Strike the first note and then slide the SLIDE: Same as before, except the SLIDE: Slide up or down to the note SLIDE: Strike the noe and slide up or down 
same hand up or down to the second note. The second note is struck. indicated from a few frets below or above. ап indefinite number of frets, releasing finger 
second note is not struck. pressure at the end of the slide. 


8 


= ЕЕ 


5 5 5 S 
M-5—— fam 

PALM-MUTING: The note is muted lightly touching HAMMER-ON: Without picking, HAMMER-ON: Strike the first PULL-OFF: Place both fingers on the 
the string(s) just before the bridge. sound the note indicated by (lower) note, then sound the higher notes to be sounded. Strike the first note 

sharply fretting the note with note with another finger by fretting and without picking, pull the finger off 

a left-hand finger, it without picking. to sound the second (lower) note. 

H 

= 
H 


RHYTHM SLASHES: Strum chords in PICK SLIDE: The edge of TRILL: Very rapidly TAPPING: Hammer (tap) the fret indicated with the appropriate right-hand 

the rhythm indicated. Use chord voicings the pick is rubbed down or alternate between the 2 finger and pull off to the note indicated by the left hand. 

found in the fingering diagrams at the top up the length of the string(s) notes in parenthesis by 

of the first page of each song. producing a scratch sound. | hammering on and ring finger 
pulling off. middle finger 


SS ЕЕ == 


dr 


index finger 


———— — 
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GUITAR 1777??? ее Licks 


The Signature Licks book/audio packs are especially formatted to give 
guitarists instruction on how to play a particular artist style by using the 
actual transcribed, "right from the record" licks! Designed for use by 
anyone from beginner right up to the experienced player who is looking 


to expand their insight. The books contain full performance notes and an 
overview of each artist or groups style with transcriptions in notes and 
tab. The audio features full-demo playing tips and techniques, as well as 
playing examples at a slower tempo. 


ACOUSTIC GUITAR THE BEST OF ERIC CLAPTON GUITAR RIFFS OF THE "705 THE RED HOT CHILI PEPPERS 
OF '60S AND ’70S by Jeff Perrin by Wolf Marshall by Dale Turner 
by Wolf Marsball 00695038 Book/CD Pack .......... $19.95 00695158 Book/CD Раск............ $16.95 00695173 Book/CD Pack ..........$19.95 
00695024 Book/CD Pack .......... $19.95 
ERIC CLAPTON - THE BEST OF GUNS N’ ROSES THE ROLLING STONES 
ACOUSTIC GUITAR THE BLUESMAN by Jeff Perrin by Wolf Marshall 
OF ’80S AND 905 by Andy Aledort 00695183 Book/CD Pack .......... $19.95 00695079 Book/CD Pack .......... $19.95 
by Wolf Marshall 00695040 Book/CD Pack .......... $19.95 
00695033 Book/CD Pack ......... $19.95 JIMI HENDRIX BEST OF CARLOS SANTANA 
ERIC CLAPTON — FROM THE by Andy Aledort by Wolf Marshall 
AEROSMITH 1973-1979 ALBUM UNPLUGGED 00696560 Book/CD Pack ......... $19.95 00695010 Book/CD Pack ..........$19.95 
by Wolf Marshall by Wolf Marshall 
00695106 Book/CD Pack .......... $19.95 00695250 Book/CD Pack .......... $19.95 ERIC JOHNSON THE BEST OF JOE SATRIANI 
by Wolf Marshall by Dale Turner 
AEROSMITH 1979-1998 THE BEST OF CREAM 00699317 Book/CD Pack .......... $19.95 00695216 Book/CD Pack .......... $19.95 
by Wolf Marshall by Wolf Marshall 
00695219 Book/CD Pack .......... $19.95 00695251 Book/CD Pack .......... $19.95 THE BEST OF KISS STEVE VAI 
by Jeff Perrin м by Jeff Perrin 
BEATLES BASS THE BEST OF DEF LEPPARD | 00699113 Book/CD Pack......81995 | 00673247 Book/CD Pack ..........$22.95 
by Wolf Marshall by Jeff Perrin 
00605283. Book/CD Мек 17 95% | 100996516. Rookie Pack IE 5| Me TRE STEVE VAI - 
by Wolf Marshall ALIEN LOVE SECRETS: 
00695178 Book/CD Pack .......... $19.95 š 
THE BEATLES FAVORITES GREATEST GUITAR SOLOS 2115 BOLD HEK 77? | THE NAKED VAMPS 
by Wolf Marsball OF ALL TIME MEGADETH 00695223 Book/CD Pack ..........$19.95 
00695096 Book/CD Pack .......... $19.95 by Wolf Marshall by Jeff Perrin 
00695301 Book/CD Pack .......... $17.95 WARN Book/CD Pack .......... $19.95 STEVE VAI — FIRE GARDEN: 
THE BEATLES HITS THE NAKED VAMPS 
by Wolf Marshall GUITAR INSTRUMENTAL HITS THE GUITARS OF ELVIS 00695166 Book/CD Pack .......... $19.95 
00695049 Book/CD Pack .......... $19.95 by Wolf Marsball by Wolf Marshall 
00695309 Book/CD Pack .......... $16.95 00696507 Book/CD Pack ......... $19.95 STEVIE RAY VAUGHAN 
THE BEST OF by Wolf Marshall 
BLACK SABBATH GUITAR RIFFS OF THE '60S BEST OF QUEEN 00699316 Book/CD Pack ..........$19.95 
by Troy Stetina by Wolf Marshall by Wolf Marshall 
00695249 Book/CD Pack .......... $19.95 00695218 Book/CD pack .......... $16.95 00695097 Book/CD Pack .......... $19.95 THE GUITAR STYLE OF 
STEVIE RAY VAUGHAN 
BLUES GUITAR CLASSICS _ ТН CEPR by Wolf Marsball 
by Wolf Marshall СЯ AERC )SMILI m RED HOT 00695155 Book/CD Pack .......... $19.95 


00695177 Book/CD Pack .......... $17.95 
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